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Sonata VII in D Major 
Allegro con brio 


Largo e sostenuto 
Finale: Presto, ma non troppo 


An die Enfernte 
Mut 
Herbstgefuhl 
Auf dem See 


Lied 
Herbstlied 
Beruhigung 


Sonata XVI in C Major 
Moderato 
Andante un poco vivace 
Allegro vivace 


Du, kleine Blondine 
Du fehlest mir 
Von nun an, o Liebe 


* INTERMISSION* 


Franz Josef Haydn 
(1732-1809) 


Johann Friedrich Reichardt 
(1752-1814) 


Carl Friedrich Zelter 
(1758-1832) 


Georg Benda 
(1722-1795) 


Georg Benda 









Cantata: Cephalus und Aurore Benda 


Sonata XXV in G Major Haydn 
Allegro con brio 
Menuetto 
Presto 


An Lotte : Reichardt 
Anliegen 

Neue Liebe, neues Leben 

Rastlose Liebe 


An die Entfernte  LZelter 
Wonne der Wehmut 

Abendlied 

Rastlose Liebe 
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GERMAN CHAMBER MUSIC 


excerpted from program notes by Robert Mealy _ 


Despite all the advances in historically-informed performance practice over the last decades, 
there are some things we have never quite dared revive. Sometimes this is for obvious reasons, as in 
the case of the castrato; often, however, it is simply that we haven't dared go far enough, even when 
there is no risk of bodily harm. One striking example of this is the lavish vocal ornamentation that 
was characteristic of eighteenth-century operatic practice, and which spilled over into solo 
instrumental performance as well. The number of complaints about ill-conceived excess gives us 
some sense of what a matter of course ornamentation was, but when we turn to surviving examples 
by even the most tasteful singers, the extent of filigree is simply unthinkable to us. But only by 
realizing just how spectacularly full of artifice the standard opera seriaaria was can we understand 
what a radically different aesthetic is at work in the early Zved an art seemingly artless, simple, and 
“natural.” 

Any call for a return to naturalness or simplicity usually turns out to have some kind of 
program behind it. So it was with the early Zred which was intended to be as natural and folklike as 
possible; actually these songs rely on a good deal of harmonic learning to make their effect. Likewise 
with their seemingly naive and simple texts. In an effort to catch the grace and ease of “real” 
folksongs, Johann Wolfgang Goethe actually took their poetic forms as templates for his folklike 
lyrics, fitting their scansion and rhyme-scheme with entirely new words. Goethe felt, as he 
explained to his friend Carl Friedrich Zelter in a letter, that a lyric poem is unfinished until it has 
been set to music. "But then something unique happens. Only then is the poetic inspiration, 
whether nascent or fixed, sublimated (or rather fused) into the free and beautiful element of sensory 
experience, Then we think and feel at the same time, and are enraptured thereby.” 

Zelter became known to Goethe after he set some of the poet's works in his first collection of 
songs, in 1796. Goethe liked them enough to write back, and a correspondence ensued. Although 








Goethe enjoyed and greatly admired the art of music, he didn't know all that much about it, and over 
the years relied increasingly on Zelter for advice. 

Goethe was also connected to composer and writer Johann Friedrich Reichardt, who Goethe 
announced “was the first to make my lyrical work known to the world through music." Reichardt, 
like Zelter, had a rather scattershot education as a composer. None-the-less, he wrote more than 1500 
Lieder, thus becoming the most prolific songwriter in history. Like Zelter, he frequently set tests by 
Goethe, whom he greatly admired. But where Zelter preferred strophic settings, with the same music 
for each verse, Reichardt tended to set his text all the way through, to bring out the overall movement 
of the poem. This also gave him greater latitude for interjections from the piano between verses, as 
with the wonderfully spacious “Auf dem See.” His accompaniments are as unobtrusive as possible 
with the left hand simply sounding the harmonic changes while the right fills the harmony with 
constant figuration. 

George Benda's songs, while in some ways simpler, show a greater range of styles than do the 
later and more homogenous styles of Zelter and Reichardt. Though his melodies are straightforward, 
the accompaniment sometimes takes remarkable harmonic turns, asin ‘Du fe&/est mir, where the 
influence of his friendC. PE. Bach emerges. 


BIOGRAPHIES 


ANNA SORANNO, sograzo, is well-known to New England audiences as one their leading interpreters 
of oratorio and art song. The 1993 First Prize Winner of the New York Oratorio Society's competition, 
Ms. Soranno has received critical acclaim for her appearances with many notable chamber 
ensembles, choruses, orchestra, and opera companies. She has toured throughout the United States as 
a soloist with the Handel & Haydn Society under the baton of Christopher Hogwood, premiered 
contemporary roles with the Opera Company of Boston and June Opera Festival. In 1991, this versatile 
young artist won the National Association of Teachers of Singing competition, garnering praise not 
only for her lovely quality of voice, but for her mature, artistic interpretations of the pieces 
performed. 


BRUCE LANCASTER, fezor, familiar to local audiences in concert and on stage, has also performed 
across the United States, in France and the former Soviet Union. On stage, he has performed with 
Boston Lyric Opera, North Shore Music Theater, Longwood Opera Company, Surry Opera Company, 
and the Cambridge Chamber Opera. He has performed to critical acclaim the music of the Baroque and 
Classical periods. Also recognized in the Boston-area contemporary music scene, Mr. Lancaster has 
performed new works with NuClasix, Composers in Red Sneakers, and Extension Works. He appears 
regularly in recital - solo and duet with his wife, Leslie Bennet. 


JOHN FINNEY, conductor aad fortepianist, has been called “one of (Boston's) busiest and most 
valuable musicians" by the Boston Globe, and is widely praised for his artistry at the organ and 
harpsichord, as well as for his work directing several Boston-based ensembles. Mr. Finney has 
performed solo keyboard recitals throughout the United States and in Europe, and has appeared as 
organist and harpsichordist with the Handel & Haydn Society, the Boston Symphony Orchestra, the 
Orchestra of St. Luke's, the Bach Ensemble, Ensemble Abendmusik, and the Smithsonian Chamber 
Players. 

A busy conductor as well, Mr. Finney is the Associate Conductor and Chorusmaster of the 
Handel & Haydn Society, directing the H&H Chamber Series at both Jordan Hall at the New England 
Conservatory and Sanders Theatre in Cambridge. He is also Director of the University Chorale at 
Boston College, Director of Music for the Wellesley Hills Congregational Church in Wellesley, MA and 
Director of the Heritage Chorale in Framingham, MA. 

Mr. Finney holds degrees in organ performance from the Oberlin College Conservatory of 
Music and the Boston Conservatory, and has studied at the North German Academy with Harold Vogel, 
and at the Academy for Italian Organ Music with Luigi F. Tagliavini. Mr. Finney is on the faculty of 
the Boston Conservatory and also teaches at the Academy for Early Music in Bressanone, Italy. 
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